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W. H. CUMMINGS, EsQ., Mus.D., F.S.A., 
VICE-PRESIDENT, 
MOZART'S E A R L Y  EFFORTS IN O P E R A .  
THE Musical world celebrates this month the one hundred 
and fiftieth anriiversary of Mozart's birth, and your Council, 
being desirous that the occasion should not pass entirely 
unnoticed by the Association, have done me the honour of 
asking me to read a paper to-da . 
Having regard to his splen d id genius, his fertility as a 
composer, the share he took in the development of hls Art, 
and the position he maintalns in the repertory, it is perhaps 
surprising that Mozart has never before been the subject of a 
paper at our meetings, though he once shared attention with 
Beethoven in a lecture discussing the treatment of the 
Rondo form. 
I t  cannot be denied that, though the extraordinary gifts 
possessed by Mozart are universally acknowledged, some 
differences exist in the opinions now held of his music, and for 
these an interesting explanation has been put forward by 
Mr. Statham. He points out that among the great composers 
Mozart occupies a position of special interest from two polnts 
of view. From the historical standpoint we see in him a link 
connecting the older and newer Schools of Composition, that 
is to say, the School which aimed first at a logical working-out 
in its productions, and the School which allows strivings after 
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46 Mozart's early Eforts in Opera. 
emotional expression to put considerations of purity and 
symmetry into the second place. Good music of course, 
whether old or new, must always possess both features in 
some degree. The difference between the two Schools largely 
consists in the two elements of interest havin exchanged 
places in precedence. In Mozart's music we g nd the two 
elements counterpoised,-both prominent-skilfully inter- 
mingled. But from the point of view of the art-critic,Mozart's 
work presents an aspect which raises an interesting and by no 
- means easy question. W e  see in the composer one who has 
never been excelled-perhaps hardly ap roached-in purity of 
design, in absolutely perfect balance o f parts. And yet it is 
possible to ask whether this kind of perfection is the highest 
that Art can offer us, or whether the loftiest Art may not seek 
intenser expression and suggestiveness even at the expense of 
beauty of form? Mr. Statham rightly observes that the 
answer which any man will give to this question will depend 
on his own mental constitution, and that he may even regard 
the matter in diffeerent lights at different times. This 
dependence on mental conditions is sufficient to account for 
the differences in the views entertained of Mozart's work. 
Our composer, as you know, essayed with success almost 
every modern form of composition, but perhaps in none has 
his achievement been greater than in writing for the Stage. 
I t  may therefore be of interest to spend the time available 
to-day in an endeavour to trace the gradual development of his 
dramatic powers as exhibited in the early and unfamiliar 
works which preceded " Idomeneo." 
Mozart's remarkable precocity is not less manifest in 
these early operas than in his other compositions of the same 
period. Such early facility in the acquisition of technique is 
very surprising, but it is not quite uqparalleled. Our own 
Dr. Crotch was perhaps equally remarkable as a child, though 
his powers did not proportionately develop afterwards. What 
strikes us most in Mozart's mastery of technique is the ease 
with which he assimilated whatever he could not have 
possessed intuitively. Beethoven, as  you will remember, 
acquired with great labour and pains such power in 
contrapuntal construction as  he exhibits in the episodes which 
relieve, and by contrast heighten, the passion of his great 
work$. In avowedly . strict writing he shows to little 
advantage, and lacks that artistic balance of parts and that 
faculty of doing the most difficult things as if they were easy 
which Mozart exhibits. 
The  creative impulse seems to have been awakened in the 
boy during his fifth year. His father, only half in earnest, 
had begun to teach him minuets and other simple pieces on 
the harpsichord. These he could very soon play quite 
correctly and strictly in time, and we next find him composing 
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Mosart's early Eforts i n  Opera. 47 
little pieces which his father committed to paper. I remember 
seeing in the Mozarteum at Salzburg an exercise book of the 
boy's sister, which contains minuets and other short 
compositions, some used as lessons for the little boy, and 
others his own productions. 
I t  was just about the time when these early pieces were 
written that Mozart's father took his two precocious children 
into public life. A visit to Munich led to a more ambitious 
appearance in Vienna, where the Emperor Charles VI. took 
much interest in the little performers. Having tasted, through 
his children, the sweets of popularity, Mozart Senior could not 
immediately resign himself to Salzburg again, and the tour to 
Frankfort, Brussels, Paris and London followed. During 
this early tour, young Mozart did not attempt any strictly 
dramatic composition, but some of his settings and 
improvisations were admitted to show the advance of his 
technical education, his facility in the employment of forms, 
and even traces of that dramatic instinct which he later 
developed in so very remarkable a degree. 
The family party got home to Salzburg towards the end of 
1766, and there spent nearly a year in quiet work, both the 
children undergoing steady and thorough instruction. 
The Lenten season of 1767 witnessed the production at 
Salzburg of a so-called oratorio under the title of "The 
Obligation of the First and Greatest Commandment." This 
work was arranged by Wieland, and consisted of three parts, 
the first only of which was set by Mozart, the two other parts 
being entrusted to less youthful composers. W e  are told 
that Wolfgang's share in the work was due to the Archbishop's 
incredulity as to his powers, and that the boy was shut up in 
solitude, with his share of the text to set. Of three airs for 
tenor, the third was utilised again by young Mozart in~his first 
opera, " L a  Finta Semplice," which we will shortly proceed 
to consider. 
The intended union of King Ferdinand of Naples with the 
Archduchess Josepha, in the Autumn of 1767, put all Vienna 
into a fever of excitement, and the elder Mozart thought the 
occasion was an opportune one for bringing his children 
before the Viennese public again. Unfortunately the bride 
was carried off by an attack of small-pox, and this of course 
put an end to all festivities. Crowds fled before the epidemic, 
and the Mozarts among others, but flight did not save them, 
for both the children suffered severely. On their recovery and 
return to Vienna they had the good fortune to come into 
early contact with the new Emperor Joseph. His Majesty 
gave young Mozart his commands to compose an opera, and 
Informed the manager, one Affligio, an unprincipled scoundrel 
who very properly ended his days in the galleys, of his desire 
for its production. As the members of the Opera B u f a  were 
D
ow
nl
oa
de
d 
by
 [U
niv
ers
ity
 of
 U
lst
er 
Li
br
ary
] a
t 0
2:2
3 1
9 J
an
ua
ry
 20
15
 
4(( Mosart's early Eforts in Opera. 
just then of greater excellence than the performers available 
for Opera Stria, it was resolved to provide a libretto for an 
opera bufa. Coltellini, the Court poet, an imitator of 
Metastasio, wrote the text, with the title of L a  Finta 
Semplice," and the opera was to be ready by Easter. But 
before the score, extending to twenty-five numbers, was 
completed, intrigues were on foot to prevent the production 
of the work. The unworthiness of a boy of twelve to occupy 
the conductor's desk, then generally filled by Gluck, was 
urged. Then the merit of the music was denied, and when 
the composer's father had met this by obtaining the favour- 
able judgments of Hasse and Metastasio,the clique took refuge 
in the allegation that the music was not by young Mozart at 
all, but by his father. This was disproved, and the boy's 
ability demonstrated, by his being required in the presence 
of a distinguished company to set with orchestral accom- 
paniment a song taken at random from Metastasio. But the 
hostility of the manager and the persistence of the intriguers 
proved too much even for the Emperor's influence, and it 
was found impossible to bring the work at that time to, a 
hearing. 
The score, in the young composer's handwriting, is still in 
existence, and later judges have shared the opinion of those 
contemporary critics who considered it superior to most of 
the comic operas of that day. 
W e  have not time to consider in detail the various libretti 
which young Mozart subjected to musical treatment, but to 
realise what was put before this boy of twelve, let us glance 
a t  a brief outline of his earliest " book." A Hungarian 
officer and his man-servant are quartered upon two rich 
brothers, both unmarried, who have a charming sister, 
Giacinta. The officer and his servant, behind the brothers* 
backs, are paying their addresses to Giacinta and her maid 
respectively. To  further their ends, the two lovers bring the 
officer's sister, Rosine, into the plot, she engaging to attract 
the attentions of both brothers. This, with thefi.zta semplicc, 
or feigned simplicity, of the title, she proceeds to do, and 
the complications which ensue form the main part of the 
action. In the end, the brothers are told that Giacinta and 
her maid have run off with money and jewels, and are 
persuaded to promise the hands of the two fair ones to any 
who may succeed in bringing them back. Needless to say, 
this is duly accomplished by their admirers, Rosine herself 
accepts the elder brother, and all ends happily. 
The  remarkable talent for musical delineation of the 
several personages which is so conspicuous in Mozart's 
later operas, is manifested in this boyish production. The 
overture, or Sinfonia, has been judged to be of less merit 
than the rest of the work. It  was originally a symphony, 
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Mozart's early Eforts in Opera. 49 
composed some months before, and converted to its new 
purpose by omitting the Minuet and by some changes in 
instrumentation. Of this overture I propose to let you hear 
the last movement. It  is never very satisfactory to render 
orchestral pieces on the pianoforte, but even when so given 
you will recognise both the great spirit of the movement and 
the working-out which it contains. 
The part of the younger of the two brothers, Polidoro, is 
skilfully delineated. The singer for whom it was originally 
designed had a fine voice, but one which was effective only 
in slow movements, and Mozart has actually turned this 
limitation to account. The air in which Polidoro confesses 
himself subjugated by the adroit Rosine is that already 
spoken of as borrowed from the composer's earlier oratorio. 
The orchestral accompaniment with which it is furnished is 
very remarkable, both wind and strings being employed with 
great judgment. It  is to be feared that this cannot be 
conveyed to you by my pianoforte arrangement, but the grace 
of both melody and harmony must be apparent. 
Taking this opera as a whole, the adroitness with which 
the composer .employs his resources, and the symmetry 
which he manages to preserve, are perhaps more conspicuous 
than his originality of invention, but to say the least of it 
'I L a  Finta Semplice " was a work of glorious promise. 
If this opera was for the time denied a hearing, Mozart soon 
found an opportunity of exhibiting his powers in another 
work. The origin of his second libretto is rather curious. 
Some fifteen or sixteen years before, J. J. Rousseau had 
embodied his views on stage music in an intermezzo, 
" Le Devin du Village," which, though suggested to him by 
Italian works of the Opera Buffa School, showed very marked 
originality and achieved the greatest success. A sort of 
parody of this piece was written and produced in Paris in 
1753 by the celebrated actress, Madame Favart, to whose 
exertions its success was due. Mozart's version was adapted 
from the French parody by Weiskern, and consists of one 
long dialogue in German, interspersed with musical pieces. 
The latter are fifteen in number, three being duets, one a 
trio, and the rest solos. The German text was certainly 
inferior in merit to the French original, but Mozart, who 
in " La Finta Semplice " had employed the Italian style, 
showed in this German pastoral that he had the German 
style and colouring at command. The work, which was 
called 'I Bastien and Bastienne," was produced at a private 
theatre. The score is very simple and devoid of any 
elaborate working-out, but there are still many traces of the 
composer's dramatic aptitude. Jahn, in his monumental 
biography, points out as  noteworthy that these two earliest 
dramatic efforts of the youthful composer should touch the 
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50 Mozart's early Eforts in Opera. 
two extremes which it was to be his achievement to bring 
together. Bastien and Bastienne " was revived in 18g3 
by the students of the Royal College of Music. Its 
overture, or intrada, offers a remarkable example of musical 
coincidence, the subject being almost identical with the 
principal theme of the opening movement of Beethoven's 
Third Symphony, written some thirty-five years later. 
It  may be observed that the young composer, after 
introducing his subject in the tonic and then in the dominant, 
brings it in towards the end in the subdominant, and when 
the overture finally closes in the tonic, he produces, with a 
want of his usual adroitness, a false impression of key, the 
ear refusing to believe that we are back into the principal 
key and that the movement is really at an end. 
The ear 1769 was mostly spent in study at Salzburg, but 
while t H ere young Mozart had the satisfaction of seeing his 
Finta Semplice" produced by order of the Archbishop. 
Early in December, 1769, the Mozarts, father and son, set 
out for Italy. In Milan they found a sympathetic friend 
in Count Firmian, the Governor-General of Lombardy, and 
as  a result of their intercourse he commissioned young 
Mozart to write an opera for the following season. After 
spending the summer in the south of Italy, the Mozarts 
returned to Milan in October, and Wolfgang set to work in 
earnest upon the new opera. This was to be an opera seria, 
from Racine, in three acts, entitled Mitridate, RB di Ponto." 
The extreme youth of the composer and his German 
nationality aroused the prejudices of some before the 
production; but when this took place, on December 26, 
1770, the highest hopes of the Mozarts were realised. The 
work, which was performed no less than twenty times, 
consisted of overture, some twenty-two solos, a duet, and the 
concluding quintet, though why the last-named should be 
called a quintet is not clear, the voice-parts being only three 
in number, two of them doubled. The most noteworthy air 
in the opera is Aspasia's song " Nel sen mi palpita," which 
was published in England half-a-century ago, and enjoyed 
some popularity here. 
The success of Mitridate" procured its composer the 
commission for another opera, 6 1  Lucio Silla," produced, also 
in Milan, exactly two years later. 
In the meantime a theatrical serenata, Ascanio in Alba," 
and an allegorical piece from Metastasio, " 11 Sogno di 
Scipione," borrowed from the Somnium Scipionis " of 
Cicero, had proceeded from his pen. The former was 
written against time and in circumstances of great difficulty. 
One violinist occupied the room above that in which Mozart 
worked, and a second the room below. Next door was a 
singing-master, and opposite lived an oboe player. But 
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Mozart's early Eforts in Opera. 51 
Wolfgang made light of these drawbacks. " It  is capital for 
composing," he said, it gives one new ideas." 
"Ascanio," produced in 1771, was a festival piece, 
prepared in honour of the Archduke Ferdinand's wedding. 
I t  contains five characters, and the plot is mythological. 
The overture is noteworthy, and shows our composer 
venturing on some originality of form. The first movement 
is an animated Allegro, while the second, Andante grazioso, 
is a dance in which the Graces disport themselves. Instead 
of the usual third movement we find a chorus of Nymphs 
and Graces introduced, the orchestra retaining the ordinary 
character of a third movement, while the vocal parts supply 
the harmonies somewhat as wind instruments might do. but 
with more freedom. This chorus much resembles thejinale 
included in our programme to-day. In my pianoforte 
'arrangement, it has been attempted to convey some idea of 
the important share assigned to the strings. 
But before hearing this, we will have the quaint dance 
movement played. 
It  was Ascanio in Alba " which led so competent a judge 
as Hasse to predict the composer's future renown. Jahn 
conjectures that it must have been in the choruses that 
Hasse detected the master's hand, as  the solos are not remark- 
able, and the work as a whole is surpassed in originality by 
some even of its predecessors. 
" I1 Sogno di Scipione," or The Dream of the Younger 
Scipio," which has already been mentioned, was also a festival 
piece, but bears evident marks of haste, and shows a lack of 
invention very unusual in Mozart. 
But the date for the production of '' Lucio Silla " was 
approaching, and this work, on a classical Roman subject, 
captivated the Milanese no less than " Mitridate " had done. 
Like it, too, it conformed strictly to the rules of the opera 
seria of the eighteenth century, most of the numbers being 
solos, and the composer was manifestly cramped by the 
stringent conventions in force. One of the airs towards the 
end of the work had a great vogue in its day. It  has been 
criticised as out of accordance with the character and situa- 
tion of the personage to whom it is assigned, a proscribed 
senator taking leave of his betrothed, but the perfect grace 
and beauty of the setting entitle it to recognition apart from 
the opera, as you will perceive. 
Having regard to the success achieved in Milan, it can 
hardly be doubted that the Mozarts' return to Salzburg in 
the following Spring was due to no lack of encouragement 
in Italy, but to the refusal of longer leave of absence by the 
elder Mozart's patron. 
Instrumental and church music occupied our composer for 
some time after his return, and the next opera commission 
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52 Mosnrt's early Eforls in Opera. 
which we hear of reached him from Munich, where a comic 
opera was desired for the Carnival of 1775. Having succeeded 
in obtaining leave of absence from the Archbishop, the father 
and son started for Munich on December 6, 1774, and 
finding there that the vocal and instrumental resources were 
considerable, young Mozart set himself to utilise them on a 
scale not then usual in comic opera. The outcome of his 
labours was L a  Finta Giardiniera." This three-act opera 
was produced originally in Italian, and afterwards, under the 
supervision of Mozart's father, in German. The subject had 
been treated operatically before by Piccinni, whose version 
was given in Vienna during the same year. I have not 
seen a copy of the original Italian text, and the selections 
to-day will be given in a new English version. L a  Finta 
Giardiniera," or "The Pretended Lady Gardener." is con- 
cerned with the doings of a noble lady whose betrothed, 
having wounded her in a transport of jealousy, and believing 
her fatally injured, takes to flight. Accompanied by a man- 
servant, the lady sets out in disguise to seek him, and the 
pair, under assumed names, take service as  gardeners in the 
very house where the fugitive is beginning to form a new 
attachment. The complications which ensue may readily be 
imagined. 
It may be said at once that I' La Finta Giardiniera " is a 
great advance upon its predecessors in three important respects 
--characterization, originality of themes, and constructive 
skill. The musical individualization of the personages is 
quite remarkable, and the treatment of the part of the lady 
masquerading as  a garden girl is worthy of Mozart's latest 
years. Early in the piece occurs a sprightly Rondo, in which 
the disguised lady defends her sex against the men, and an 
arrangement of this is included in our programme. 
The ensembles are the numbers of greatest merit in the 
score, thefinales of the first and second acts being especially 
noteworthy. Some of the selections to-day cannot be given 
in their entirety. Partly to save time, and partly because 
some passages lose all significance off the stage, it has been 
necessary to make certain omissions. The orchestration of 
the " Giardiniera " is truly remarkable, and the composer 
makes the happiest use of the wind, the peculiarities of the 
oboe, bassoon and horns being turned to good account. The 
instrumental parts are no mere accompaniment, supporting 
the voices and filling up the pauses. They form an essential 
in the whole artistic structure, and show our composer to 
have advanced much farther along the road which he trod 
with such success. 
The Giardiniera" was not the only opera which Mozart 
gave to the world in 1775. He showed his versatility in a 
work of an almost diametrically opposite type, the festival 
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Mozart's early Efor ts  in Opera. 5 3 
opera known as I1 Re Pastore," or " The Shepherd King," 
of which the book " was by Metastasio. The poem had 
been written in 1751, and had already been set to music by 
Bonno. Mozart's score shows no less invention and resource 
than are seen in the 6cGiardiniera," but the conventi6nal 
restrictions of this classic piece left him much less scope. 
The rightful heir to  the throne of Sidon has been brought up 
secretly as a shepherd, and when Alexander of Macedon puts 
the crown within his reach, he refuses to accept it if it is to 
involve breaking his faith with the maiden of his early choice. 
In the end all difficulties are overcome. The air in which the 
shepherd youth declares his unalterable fidelity is in rondo 
form, with two interludes and a coda, and has a violin 
obbligato part in the accompaniment. When published in 
Paris in a French version it met with great acceptance there. 
The part of the shepherd youth was assigned by Mozart 
himself to a lady, so that there is good warrant for asking a 
lady to sing the rondo to-day. 
The jinale is given to-day with rather more voices than in 
the score, but without repetition of the four-part tutti, and 
with omission of the solo passages. 
The next work which calls for notice is Za~de," described 
a s  a serious operetta, in two acts, on a Turkish subject. It 
was written some time before the end of 1780, and the 
librettist, Schactner, seems to have been indebted to a French 
source for his ideas. Here again the concerted numbers are 
the more noteworthy. One feature in the work must not pass 
without mention. The original libretto was in German, and 
the composer employed spoken dialogue to be delivered with 
a set musical accompaniment. This combination, which is 
what is strictly and properly termed Melodrama, had been 
attempted before by other composers-notably by Rousseau, 
the originality of whose views on dramatic music is well 
known-and Beethoven and Weber have left us examples 
of it. But there is the great drawback that spoken dialogue 
under these restrictions is deprived of much effectiveness 
by losing its continuity, and the difficulties of delivery are 
serious. Mozart evidently did not consider the result 
satisfactory, for he never resorted to the device again. 
The score of Zaide " was not completed by the composer, 
the overture and jinale being wanting. These were afterwards 
added by Councillor And& who acquired a large number 
of Mozart's manuscripts after his death, and it has been 
suggested that Andr8 utilised in this way some of the material 
which came into h ~ s  possession. " Zaide" was revived at 
Frankfort in 1866, an occasion of interest to the student, but 
the production of Mozart's " Seraglio," which has a similar 
subject, no doubt helped to consign this earlier work to 
oblivion. The selections to-day are the air which the heroine 
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54 Mozari's early Eforts in Opera. 
sings on finding the hero asleep, and the brisk jinale, the 
actual authorship of the latter, as stated, remaining in some 
uncertainty. 
Mozart's invention was so fertile that he was not content 
with writing operas of his own and a large number of songs 
for separate pertormance, but he actually obliged other 
composers by writing pieces to be introduced into their operas. 
It  is not surprising that some of these have survived long 
after the circumstances of their first production have been 
forgotten. 
"Zaide," as we have seen, was never completed in the 
composer's lifetime, and he has left at least two other operas 
in a still more unfinished state. One of these, L' Oca del 
Cairo," was sketched out by Varesco, who wrote the libretto 
of the first act in full. Mozart set to work upon it with 
diligence, and we find him writing to his father of his progress, 
and expressing his satisfaction with certain numbers. But 
the plot was extravagant and weak. The goose mentioned 
in the title is an artificial bird, large enough to conceal a man, 
which is to be employed in gaining a boastful wager. As 
Mozart proceeded with his work, he appears to have seen 
more and more objection to this farcical expedient, and a s  
the librettist refused to modify the plot, the score was 
ultimately laid aside. The music was then lost sight of until 
the composer's widow gathered together his MSS., a large 
collection of which passed by purchase into the possession of 
And&. So  lately as 1861 a music publisher at Offenbach, 
who was one of the heirs of the purchaser, published the 
unfinished score. Thereupon M. Victor Wilder, of the 
Fantaisies Parisiennes Theatre in Paris, resolved to adapt 
the work for production. He  divided the one act into two, 
and, as L' Oca " had neither overture nor introduction, he 
borrowed the overture and introductory quartet from 
Mozart's other unfinished opera, Lo Sposo Deluso," and 
added two other numbers from the composer's scattered 
pieces. The score contains a quartet very ingeniously 
constituted of two pairs of lovers who converse from afar, 
but it is too involved for reproduction here. The very short 
quartet which will be given is taken from thejinale. 
Mozart's music to Von Gebler's Egyptian drama, a King 
Thamos," does not come strictly within the scope of this 
paper, and is moreover comparatively familiar, but it may be 
pointed out that the choruses show important development 
and impetus in a new direction. Mozart's settings of these 
choruses form very fine hymns, written, however, not for 
the church, where, by-the-way, their music is constantly 
employed, but for the stage. For the very reason that 
Mozart felt himself free from the fetters of convention, he 
has produced in these hymns music of a bolder and nobler 
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Mozart's early Eforts in Opera. 55 
type than we find in his compositions of that date avowedly 
for the church, and the rich and massive effects which he 
has obtained in treating chorus and full orchestra together 
have formed a lesson by which later composers have profited. 
The voice-parts are quite complete and independent in 
themselves, and yet are united with a no less complete and 
independent orchestra. 
The year after the production of the "King Thamos" 
music we find Mozart engaged on the classic subject of 
Idomeneo," and here he embarks on a new career. The 
operas of which Idomeneo" was the first fall into a 
different category. They are works of greater maturity, 
works for the production of which the composer had been 
gradually qualifying himself by the discipline and experience 
of his earlier labours. With these later works we are not 
concerned this afternoon. The operas we have been 
considering led up to them, and the selections given are of 
course not presented as  products of the composer's ripened 
genius. They are rather to be regarded as milestones along 
the road which led to his position of assured supremacy. 
At the same time, even these rarely fail to exhibit that true 
balance between beauty of form and beauty of expression so 
characteristic of Mozart, and the equally important balance 
preserved between the vocal and instrumental forces. 
Beethoven has left us only a solitary opera, and even in 
that the nice balance of parts is not invariably preserved. 
As to the operatic work produced in present-day Germany, 
much of it may fairly be described as orchestral composition 
with vocal explanatory comments. Apropos of this School, 
we may remember that Mozart complains in his letters that, 
while verse is necessary in an operatic libretto, the rhyme (in 
the books " supplied to him) was a drawback. I t  is curious 
to compare this with Wagner's inconsistency. He  often 
makes light of the claims of rhythm in his music, 
while .. . emphasising the rhythm in his words by employing 
a jingle. 
In estimating Mozart two circumstances must never be 
forgotten, the difficulties under which most of his works were 
produced and his early death. Had Beethoven, for instance, 
passed away at the same early age, the works which he 
produced before his thirty-sixth birthday would hardly have 
given him his present position on the roll of fame. 
Mozart's grand achievement was the blending of Italian 
melody with German scientific structure, with a result so 
complete and apparently spontaneous that all sense of 
nationality is lost, as in the highest Art it should be. My 
aim to-day has been to convey some idea of the early and 
unfamiliar stages through which that achievement in the 
department of Opera was reached. 
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56 Mozart's early Eforts in  Opera. 
The following were the illustrations to the Paper :- 
Sinfonia (last movement), La  Finta Semplice (played on 
the pianoforte by Miss Elsie Davies) ; Aria, Cosa ha mai la 
donna," L a  Finta Semplice (Mr. Hamilton Haysman); 
" Dance of Nymphs and Graces," Ascanio in Alba (played 
on the pianoforte by Miss Elsie Davies) ; Finale (Act I.), 
Dite pia amabile," Ascanio in Alba (the Chorus ; Aria, 
" Pupille Amate," Lucio Silla (Miss Elsie Davies); C!avatina, 
" W e  Maidens suffer " (" Wir Mfidchen sind "), La Finta 
Giardiniera (Miss Elsie Davies); Chorus (from Finale, 
Act I.j, 0 ,  how perplexing ! " (" Welche Verwirrung"), 
L a  Finta Giardiniera (the Chorus . Finale (Act III.), Love 
and Constancy '' (I! Lieb' und lkeue I*) ,  La Finta Giardi- 
niera (the Chorus) ; Rondo (with Violin Obbligato), 
L'amerb, sarb costante," I1 R t  Pastore (Miss M. Robinson; 
violin, Miss Helen Styles) ; Finale, 'I Viva 1' invitto duce ! " 
I1 Re Pastore (the Chorus) ; Aria, I' Deh, riposa," Zai'de 
(Miss M. Robinson) ; Finale, " Natura in fede," Zai'de (the 
Chorus) ; Quartetto, "Mentre lo scemo," L' Oca del Cairo 
(Miss Elsie Davies, Mrs. Francis Cope, Mr. Haysman, and 
Mr. T. C. Andrew). 
DISCUSSION. 
THE C H A I R M A N . - L ~ ~ ~ ~ S  and Gentlemen, our hrst privilege 
is to thank Mr. Edgar for his admirable and very interesting 
Paper, and also to thank the ladies and gentlemen who have 
contributed to the success of that Paper by the illustrations. 
I think one thing must have struck us very emphatically, 
and that is, that even in the very earliest work of Mozart 
there is always the Mozart touch. With most precocious 
geniuses who have lived in the world of music-Crotch was 
mentioned, and we must supplement that by Hook and Wesley 
the elder-they did things at very early ages : they composed 
oratorios, but they were only notes that anyone might have 
written ; but with Mozart we find from the very beginning 
there is always some very interesting touch. When he was 
in London at eight years of age he published a series of sonatas 
for violin and harpsichord which he dedicated to the Queen, 
and although they are'not very remarkable efforts of genius, 
yet they have certain touches which no one else could imitate. 
So also in that little anthem which is now in the British 
Museum, there are two or three chords which you do not find 
common at that time. And again, let us remember that all 
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Mosart's early Eflorts in  Opera. 57 
those illustrations, commencing with the first movement from 
L a  FintaSempliceW down to thelast from L' Oca del Cairo," 
were written within the space of fifteen years-a very short 
period. I t  is a very wonderful thing ; and one is sometimes 
inclined to believe it possible that Providence meant his life 
to be short, and that he did, perhaps, all he ever would have 
done, and that if he had lived longer he would not have 
surpassed what he had already accomplished. But we must 
not forget that Mozart could write very substantial music. 
It  is very difficult to  distinguish between the music of his 
Operas and that of his Masses; I think the Operas are 
generally better music than the Masses. But when the spirit 
moved him he could rise to a much higher level, as  we see in 
the Litany containing the magnificent choral fugue " Pignus 
futurae," and again in the Requiem." There is one thing 
that strikes me, and I am sure our lecturer will agree with ' 
me, that in all he did he had a tremendous dramatic instinct. 
I think it would be quite possible to take one of his operas 
and find out from the score what the action ought to be 
on the stage. It  has always struck me so when reading a 
Mozart opera. I have always thought, Why should people 
bother about what was to be done on the stage ? Mozart 
indicates that in the music. W e  might talk for a month 
about Mozart ; and I am delighted to think that there is just 
now quite a little wave of feeling passing over Europe that 
there was a genius who did mighty things. On the Continent 
the Mozart revival is becoming very prominent ; and though 
it would be very undesirable that one great master should 
wipe out the memory of other great masters who preceded or 
followed him, it is desirable that we should not forget we had 
a great master in the last quarter of the 18th century. 
(The votes of thanks were passed unanimously.) 
Mr. SOUTH GATE.-^^ the absence of any other member 
rising to make some remarks upon the delightful Paper we 
have heard, and the still more exquisite music we have listened 
to, I cannot but say how much we are indebted to Mr. Edgar 
for the treat he has given us. Most of us know Mozart's 
later works ; it seems that some have not yet learned to love 
them. But of his earlier works very little indeed is known. 
The music given to-day must have been a revelation to many 
of us. W e  'cannot but recognize in it the sweet, delicate 
melodious Mozart, even in the very first example that was 
given. And we cannot fail to recognize the delightful 
accompaniments that are so characteristic of thls composer. 
Of course in the orchestra they would have sounded still more 
charming. But Mozart is distinguished for his accom- 
paniments; I have sometimes said one would be willing 
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58 Mozart's early Eforts in Opera. 
to listen to the music of the Nozze di Figaro " or Don 
Giovanni," without any action at all, simply for the sake of 
hearing the interesting accompaniments. One sees that in 
these earlier works there is still the same flow of independent 
ideas supporting the vocal music. I am sorry Mr. Edgar did 
not go a little farther down this early list and tell us something 
more about 61Thamos, King of Egypt." He  did mention those 
remarkable numbers Splendente te, Deus" and Ne pulvis." 
It  is extraordinary that they should have been written for 
the stage. Some of you may have heard them in a v  organ 
arrangement or in church ; but I take it, it was quite a new 
departure in Opera, and I wish .we could have heard some- 
thing more about this. May I say also how very much we 
are indebted to Mr. Edgar for the pains he must have taken 
in adapting these works from the score and arranging them for 
the pianoforte. For a busy man it is a considerable task; and 
that I think we owe him gratitude for. W e  are glad at this 
one hundred and fiftieth anniversary of Mozart's birth to 
observe that he is not forgotten. There is a sort of wave of 
old feeling coming over Germany. There have been many 
Mozart performances, and 1 think there will be some more. 
We of the Musical Association have done our share in 
bringing before an audience, which has had no opportunity of 
hearing them, these long forgotten pieces. They have shown 
us what a genius Mozart was even as  a boy-for remember 
that nearly all these pieces that you have heard were 
composed while the composer was still in his teens. 
A LADY.-I should like to ask if I ain right in thinking 
that ' I  L' Oca del Cairo " was once produced in London. 
THE CHAIRMAN.-YOU are quite right ; it was produced a t  
Covent Garden ; Trebelli sang in it. 
Mr. EDGAR.-I am very much obliged to you, and for the kind 
words said by Dr. Crimmings and Mr. Southgate and the 
vote of thanks. I must express my own acknowledgments 
to the ladies and gentlemen who have furnished the 
illustrations : I really feel that they have furnished the meat 
for this banquet, while my contribution has been only the 
bones. 
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